The aesthetics of landscape have always been finely calibrated in response to prevailing ideological concerns of the day. When eighteenth-century grand tourists embraced the Claudean picturesque-by purchasing old master paintings in Italy, commissioning estate views from Richard Wilson, or sweeping away an English village to accommodate a new ornamental lake for the landscape garden-they engaged with a Whig politics that offered an imagery of stasis and permanence in a world marked by conflict and change. In a fast-secularizing age, Ruskin and the Victorians scanned the botanical minutiae of flora, the geology of mountains, and the meteorology of the skies in pursuit of religious meaning, eventually discovering only the "storm cloud of the nineteenth century", a "dense manufacturing mist" that provided an allegory of environmental despoliation and moral collapse. The study of landscape painting, and more broadly of the landscape itself, experienced a radical renewal towards the end of the Cold War, in the years following the intellectual convulsions of 1968 and the social and economic upheavals of the 1970s. A new historiography was inaugurated by key works such as John Barrell' Atlanticist perspectives on political and intellectual history opened up the possibility of a "new British history", whose implications for art historical study have only slowly been realized.
More urgently, the legacy of rethinking of cultural studies by Stuart Hall and the "Birmingham School", led to an increasing focus on questions of race and representation, on questions of diasporic identity and the cultural legacies of slavery in the Caribbean and Britain. Paul Gilroy's formulation of the "black Atlantic" was decisive in challenging the primacy of the nation as a unit of analysis, opening up a model of transnational movement that, albeit derived from the unique and incomparable trauma of chattel slavery, nonetheless opened up vivid possibilities for rethinking the history of art more generally. 13 The national essentialism of post-war scholarship was assailed by concepts of ambivalence and hybridity, developed in post-colonial theory, notably in the work of Homi Bhabha; contact zones and the meeting and intertwining of cultures, analysed first in literary studies and anthropology, took on a new importance, with significant implications for the study of landscape imagery and for the canon of art history. " 26 It is a landscape of misunderstanding, a contact zone of misconception, which is both a landscape of possibility, a space of resistance, and potentially the terrain of terrible violence.
View this illustration online While some recent writers have followed Kenneth Clark in suggesting that there was a "death of landscape" at the end of the nineteenth century, the eclipse of traditional media such as large-scale exhibition paintings of landscape subjects was accompanied by a proliferation of landscape imagery across media, notably photography and, above all, film. In addition to its presence across popular culture, landscape seems have returned to prominence in the fine arts in Britain at moments of enforced insularity. The neo-Romantic painters of the 1930s-Paul Nash, John Piper, and Graham Sutherland-seem to have moved towards landscape painting as a redemptive haven from totalitarian encroachment, enhanced by layer upon layer of comforting vernacular inscription, from standing stones to Georgian stables. British variants of Abstract Expressionism, such as powerful canvases of Peter Lanyon, always seem to allude to land, sea, and sky; artists inclined towards abstraction gathered at St Ives, for the same reason that earlier colonies had formed at Cullercoats, Staithes, and Newlyn, because of the magnificence of the surrounding scenery.
Land and landscape are once again at the heart of contemporary political debates in the era of Donald Trump's presidency in the United States. As all but a tiny cadre of extractive capitalists now acknowledge, climate change and global warming are perhaps the most pressing issues facing civilization: landscapes worldwide are visibly changing and the emergence of what might be described as a planetary consciousness-with the exception of the crass and recidivistic leadership of the United States-seems to be taking place on the terrain of landscape. Histories of landscape painting are, increasingly, conscious not only of the trans-regional and the inter-and intra-imperial, but also of the global in a real and immediate sense. In the "anthropocene", the geological era in which the effects of human life have decisively changed the planet's environment, climate is a matter of survival with profound consequences for aesthetics (David Matless recently coined the term "Anthroposcenic" to illuminate this conjunction). 28 The results of man-made environmental change preoccupy, indeed haunt, the projects of scholars of landscape today, just as increasing numbers of contemporary artists are registering in their work, with mounting horror, the accelerated rate of climate change and despoliation. The malign effect of humanity on the landscape was the central premise of Cole's artistic project: he was a pioneering artist of the Anthropocene, proleptic in his melancholy sense of impending catastrophe. An exhibition of his work held in 2018, exactly 200 years after he and his family, economic migrants, landed on the shores of the young United States, revealed Cole to be far from being the provincial, nationalistic American figure-"the father of the Hudson River School"-of the established historiography. Rather, horrified by the emergence of global capitalism and empire, avid in its advocacy of protection for the American wilderness, predictive of environmental catastrophe, his vision seems, uncannily, to speak of "landscape now" (Fig. 3) . 
